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Back:	 	 The	dorsal	face	or	surface	of	the	Sound-box	[→]	which	rests	against	the		 	
	 	 chest	or	stomach	of	the	player	when	held	in	playing	position.	Its	general		 	
	 	 form	is	either	flat	or	arched,	with	many	variations.		
Base:	 	 The	trapezoidal	section	at	end	of	the	body	which	is	used	as	a	String-	 	 	
	 	 Holder	[→]	on	the	cetra.	Also	found	on	the	Classical	Kithara	[→],	it			 	
	 	 enabled	the	instrument	to	stand	on	a	flat	surface.	An	End	projection	[→]		 	




	 	 Fingerboard	[→],	running	parallel	to	the	upper	(”bass	side”)	edge	of	the		 	
	 	 fingerboard.	Unlike	the	strings	on	the	fingerboard,	they	are	not	stopped	with	
	 	 the	left-hand	fingers,	although	their	pitch	can	be	changed	using	a	ring	on	the	
	 	 thumb	of	the	left	hand.	Alternately,	they	can	be	plucked	by	the	thumb	as		 	
	 	 well.	





	 	 chamber;	by	implication	there	must	be	two	bridges	for	any	string	to	vibrate		 	




	 	 A	method	of	instrument	building	which	joins	pieces	of	wood	together,		 	
	 	 typically	using	glue,	rather	than	carving	a	resonator	or	resonator-plus-neck		 	
 xii
	 	 from	one	block	of	wood.	A	built-up	cetra	features	a	resonator	whose	sides		 	
	 	 and	back	are	glued	to	each	other	and	not	carved	from	one	piece.	
Cetra:		 (Ital.;	Engl.	term	for	pre-16th	c.	cittern)	Necked	chordophone	specific	to	Italy	
	 	 from	c.	1100	(earlier?)	whose	features	include:	oval	or	spatulate	body	form,		 	
	 	 shoulder	horns,	articulated	projection	at	lower	body	end,	flat	peg-head	of		 	






	 	 Greco-Roman	kithara;	originally	constructed	from	a	tortoise	shell,	within		 	
	 	 which	two	vertically-projecting	animal	horns	were	fixed	and	joined	at	the	top	
	 	 with	a	cross-bar.	The	strings	were	attached	from	the	bottom	of	the	tortoise		 	










	 	 shape,	one-piece	carved	construction	with	deep-spined	neck	(spine	is		 	
	 	 connected	with	back	of	body)	featuring	a	hole	for	the	thumb,	allowing	the		 	








Course:	 group	of	strings,	plucked	or	bowed	as	one	string.	On	lute-family		 	 	





	 	 as	a	string-holder	or	place	to	tie	a	cord	securing	a	tailpiece	onto.	An	end		 	





Fret:	 	 A	piece	of	wood,	bone,	gut	or	other	material,	attached	to	the	frontal	surface		 	
	 	 of	the	neck	or	fingerboard,	which	functions	as	a	bridge	when	a	finger	of	the		 	
	 	 left	hand	is	pressed	behind	it.	
Gittern:		 (Engl.)	Small	piriform	lute	of	13th	c.	Moorish	origin,	one-piece	carved		 	
	 	 construction,	sickle-shape	pegbox	with	sagittal	pegs,	and	no	articulated		 	




	 	 terminates	in	a	point	going	in	the	direction	of	the	body.	Its	origins	and		 	
	 	 function	have	been	the	subjects	of	some	misunderstanding	(see	Chapter	4).	
Horn:		 	This	is	the	pointed	decorative	projection	or	articulation	on	the	shoulders	of		 	




	 	 panel	which,	mosaic-like,	seeks	to	depict	natural	scenes,	people	and	objects		 	
	 	 in	a	realistic	way	using	perspective.	This	specialized	art	form,	cultivated	in		 	





	 	 noble	and	refined	than	the	latter.	The	body	was	constructed	of	wood,	with		 	






	 	 rolled	leather	or	wood,	tied	to	the	yoke	of	kithara,	around	which	the	string		 	
	 	 end	is	wrapped	in	an	X-shaped	knot;	when	correctly	tied,	these	could	pivot		 	
	 	 around	the	cross-bar	to	adjust	the	tension	of	the	string.	Kolloboi	are	of	larger	
	 	 size	during	the	Roman	period,	and	of	smaller	dimension	in	the	Greek	era.		 	
	 	 The	Roman	type	was	recalled	by	the	form	of	the	wooden	block	frets	on	the		 	
	 	 cetra.	
Kollopes-frets:	Wooden	block	frets	whose	length	surpasses	the	width	of	the	neck	of	the		 	
	 	 cetra,	sometimes	markedly	so,	especially	at	the	lower	frets	near	the	nut.	A		 	
	 	 chief	characteristic	of	the	Humanist	cetra,	kollopes-frets	appear	prominent		 	
	 	 and	massive	in	comparison	to	earlier	slat-frets.	
Kollops:	 Kollopes	[→]	
Lira:	 	 Latin	term	for	lyre.	This	was	widely	used	during	the	Middle	Ages	and			 	
	 	 Renaissance	as	a	generic	term	meaning	“stringed	instrument”.	
Lira	da	braccio:	Important	humanist	instrument	which,	like	the	cetra,	was	used	to			 	
	 	 accompany	the	singing	of	epic	poetry	in	many	different	contexts	in	15th	and		 	
 xv
	 	 16th	century	Italy.	Like	the	cetra,	it	was	a	specialty	of	Italy	and	it	was	played		 	
	 	 by	Leonardo	da	Vinci.	This	bowed	instrument	was	held	in	violin	position	and	
	 	 mainly	played	chords.	
Lute:	 	 (1)	a	general	term	for	any	necked	chordophone,	whether	plucked	or	bowed;		 	
	 	 the	term	usually	carries	this	sense	in	this	dissertation.	








Neck:			 The	neck	is	an	elongated,	non-hollow	shaft,	joined	to	the	body	of	a		 	 	
	 	 chordophone,	which	supports	the	tensioned	strings	and	provides	a	surface		 	
	 	 for	changing	the	vibrating	length	of	a	given	string	by	pressing	down	a	finger		 	
	 	 which	acts	as	a	bridge.	The	end	of	the	neck	is	the	peg-head	or	peg-box.	
Neck	joint:	 This	term	refers	to	the	intersection	of	the	base	of	the	neck	with	the		 	 	
	 	 soundbox.	
Necked	chordophone:	A	musical	instrument	which	produces	sound	via	strings	stretched		 	
	 	 over	hollow	resonating	body	joined	to	a	neck,	upon	which	the	vibrating		 	
	 	 length	of	the	string	can	be	changed	by	pressing	down	with	the	fingers.	






	 	 was	especially	popular	in	the	Byzantine	Empire,	in	particular	the		 	 	
	 	 southeastern	Mediterranean	regions.	It	typically	had	three	gut	or	horse-hair		 	
	 	 strings	and	some	examples	had	wooden	frets	on	the	neck.	Existing		 	 	
 xvi
	 	 specimens	from	the	5th	through	the	8th	centuries	halve	spatulate	body		 	
	 	 forms.	
Pandoura:	 (Engl.	version	of	)	Gr.	spelling	of	Pandura	[→].	
Peg:	 	 A	wooden	post	(or	rarely,	another	hard	material	such	as	ivory)	to		 	 	
	 	 which	a	string	is	fastened,	usually	being	anchored	through	a	small	hole		 	
	 	 pierced	in	the	post;	one	end	of	the	peg	is	anchored	in	a	hole	in	the	peg-	 	
	 	 head	(or	two	holes	in	the	case	of	a	peg-box),	allowing	the	post	to	be	rotated		 	
	 	 in	order	to	wind	the	string	to	tighten	it,	while	the	other	end	features	a		 	
	 	 widened	carved	shape	of	various	types,	allowing	the	fingers	to	grasp	it	for	the	




	 	 to	which	the	string	is	anchored	in	a	hole	in	the	peg	which	is	between	the		 	
	 	 sides,	as	for	example	on	a	lute.		
Peg-head:	 The	end	section	of	the	neck	which	functions	as	a	surface	for	holes	drilled	to		 	











	 	 long	handle,	it	resembled	a	pandura	in	profile.	Perhaps	for	this	reason,		 	





Slat-fret:	 Wooden	frets	of	rectangular	form	of	moderate	width,	whose	length		 	 	
	 	 matches	the	width	of	the	neck	of	the	cetra.	
Sound-board:	This	is	the	thin	piece	of	wood	which	covers	front	of	the	soundbox	of	a	lute		 	
	 	 or	lyre;	the	bridge	sits	upon	this	piece	and	there	is	typically	an	opening	or		 	
	 	 some	kind	of	Sound-hole	[→]	to	let	air	travel	in	and	out	as	the	soundboard		 	
	 	 moves	up	and	down	with	the	vibration	from	the	struck	string.	
Sound-box:		 The	hollow	resonance	chamber	or	cavity	of	a	stringed	instrument;	on	a		 	





	 	 instruments	of	the	Greater	Roman	Empire.	This	study	proposes	it	to	have		 	







Tether:	 On	a	Kithara	[→],	a	cord	or	string	connecting	the	plectrum	to	the		 	 	




	 	 player’s	left-hand	thumb	to	pass	through,	in	order	to	comfortably	support		 	





	 	 Italian	iconography.	The	viella	shared	pronounced	morphological		 	 	
	 	 similarities	with	the	cetra	(see	Chap.	1/2).	There	has	been	no	dedicated		 	
	 	 study	of	the	Italian	viella,	the	iconography	of	which	covers	at	least	four		 	
	 	 centuries(12th	-	15th).	The	viella	became,	Europe-wide,	the	most	ubiquitous		 	
	 	 stringed	instrument	of	the	13th	and	14th	centuries.	It	is	clearly	related	to	the		 	
	 	 Lira	da	braccio	[→]	of	the	Quattrocento,	although	whether	the	latter		 	
	 	 simply	replaced	it	is	a	problematic		question.	Similar	questions	arise	for		 	
	 	 disappearance	of	the	late	viella	and	rise	of	the	early	violin	during	the	first		 	
	 	 half	of	the	16th	century.		
Viola:		 This	is	a	generic	term	for	necked	chordophone,	plucked	or	bowed,	in		 	 	
	 	 common	use	in	Italy	from	13th	-	16th	centuries.	
Viola	da	mano:	Necked	chordophone,	plucked,	with	incurved	sides	and	relatively	long		 	
	 	 neck	with	tied	frets..	According	to		Tinctoris	(c.	1480)	it	was	smaller	than	a		 	
	 	 lute	and	was	invented	by	the	Spanish.	Its	earlier	history	is	unclear,	with		 	
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	 	 Palestine,	Antioch,	Syria:	Cyril	of	Jerusalem,	John	Chrysostom,	Nilus		 	 	


























	 1.		 The	faithful	Christians	are	attuned	to	the	bishop	like	strings	to	a	cithara. 	23
	 2.		 A	Christian	moved	by	the	Divine	Spirit	is	like	a	cithara	producing	sweet		 	
	 	 harmony	by	the	agency	of	the	plectrum. 	24
	 3.		 God’s	cithara	is	the	human	being. 	25
	 4.		 By	mortifying	the	flesh	and	tuning	the	soul,	a	Christian	becomes	like	a		 	
	 	 cithara. 	26
	 5.		 The	cithara	symbolizes	the	flesh	of	Christ	made	incarnate	because	its			 	
	 	 sound-box	and	strings	form	the	sign	of	the	Cross. 	27
	 6.		 The	cithara	is	the	instrument	of	David,	who	prefigures	Christ,	and	the		 	





















































































































































































































































































































	 1.		 Tubal	invented	the	cithara	and	psalterium. 	54
	 2.		 According	to	the	Greeks,	Apollo	invented	the	cithara.	
	 3.		 In	Doric	Greek,	kithara	meant	human	chest,	hence	the	comparison		 	 	
	 	 between		the	instrument	and	part	of	the	human	body.	
	 4.		 Many	different	types	of	cithara	were	invented	-	named	psalteria,	lyrae,		 	
	 	 barbitae,	phoenices,	pectides,	Indicae	and	numerous	others,	of	square	and		 	
	 	 triangular	form. 	55




	 7.		 The	psaltery	is	similar	to	that	of	foreigners,	in	the	form	of	the	letter	delta.		 	
	 	 It	differs	in	that	it	has	the	soundbox	above	and	the	strings	are	struck		 	 	
	 	 below,	whereas	the	(other)	cithara	has	the	soundbox	below.	
	 8.		 The	Hebrews	used	a	ten-string	psaltery,	corresponding	to	the	Ten		 	 	
	 	 Commandments.	






























































	 7.		 The	building	of	the	temple	of	the	Church,	by	using	precious	teachers	of		 	
	 	 Christianity,	is	like	the	cithara	and	lyra	builders	who	use	precious	rare		 	





















































		 1.		 The	cithara	is	an	appropriate	musical	instrument	for	a		 	 	 	 	
	 	 Christian,	to	give	expression	of	humility	and	earthly	piety,	along	with	the		 	
	 	 psalterium,	which	is	more	tied	with	heavenly	devotion.	The	former	is	an		 	
	 	 instrument	of	the	common	man.	
	 2.	 The	symbolism	of	the	cithara	is	associated	with	David,	Christ,	the	Cross		 	
	 	 and	the	human	body,	thanks	in	part	to	its	physical	form	as	a	necked		 	 	
	 	 chordophone.	
	 	 	 	 	
	 3.		 The	cithara	stands	for	the	harmonious	Church.	
	 4.		 Its	sound-box	is	“below”,	not	“above”	like	the	psalterium,	suggesting	the		 	
	 	 playing	position	of	a	lute-family	instrument,	with	the	neck	held	by	the		 	
	 	 left	hand	higher	than	the	sound-box	held	against	the	body	of	the	player;		 	
	 	 by	contrast,	the	widest	part	of	the	psalterium’s	sound-box	is	held	up,		 	 	
	 	 against	the	chest	of	the	player.	
	 5.	 The	association	of	the	delta	form	“D”	body	shape,	by	selected		 	 	 	




	 6.		 The	kithara	is	the	most	appropriate	instrument	for	musica	(Greek-based		 	
	 	 musical	science).	
	 7.		 It	was	the	first	instrument	of	the	gods,	invented	and	played	by	the	most		 	
	 	 musical	god.	
	 8.		 The	kithara	and	chelys-lyre	were	the	most	appropriate	instruments	for		 	
	 	 accompanying	poetic	text.	
	 9.		 The	oval-shaped	sound-box	came	originally	from	a	tortoise	shell,	an		 	 	




























































































































































	 	 Plate	12:		Berlin,	Staatliche	Museen,	Antikensammlung,	Inv.	Nr.	2497:	ivory		 	 	
























































































































































































































































	 Plate	25:	London,	British	Museum:	Child’s	sarcophagus	in	marble	showing	the		 	 	
	 	 marriage	of	Cupid	and	Psyche,	Museum	number	1805,0703.132	(Rome,	3rd	c.;		















	 	 Plate	27:	Paris,	Louvre	Museum:	mosaic	showing	monkey	with	pandura		 	 	










































































































































			 	 	 	





	 	 	 Plate	39:	Cairo:	lute	(Byzantine	pandura). 	125
	Photo:	Eichmann	1994,	Tf.	16.125
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	 	 	 	 Plate	45b:	Roman	sistrum. 	143












































































































































































	 	 	 Plate	54:	Stuttgart	Psalter,		f.	55	(left);	f.	69	(right)	
	
	 	 	 Plate	55:	Stuttgart	Psalter,		f.	83	(left);	f.	97v	(right)	
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	 	 Plate	74:	Florence,	Museo	Nazionale,	Coll.	Carrand,	No.26:	relief	on	an	ivory	box,		 	
	 	 putto	on	an	acanthus	leaf	(Byzantine,	late	10th	-	early	11th	c.,	Seebass	1973;	or		 	


















































































































































2.	 No	instrument	is	more	present	in	the	Vulgata	text	than	the	cithara,	which		 	 	
	 generated	text	commentary	by	the	Patristic	writers.	Their	writings	represented		 	
	 the	first	step	in	the	adaptation	or	Christianization	of	what	were	originally	pagan		 	
	 stringed	instruments;	the	Church	Fathers	were	not	concerned	with	any	real		 	 	
	 knowledge	of	ancient	Hebraic	chordophones,	they	rather	applied	Biblical		 	 	























	 of	Latin	fashion	and	culture	to	the	west	and	north,	including	the	cetra	of	the			 	 	





































	 	 Plate	78:		Mantova,	Biblioteca	civica	PS	C	III	20,	f.	2	(San	Benedetto	de	Pado;		 	








































	 	 	 	 	 Plate	82:		Stuttgart,	f.	88r.	
	Augustyn	1989,	119.	See	CE	3	below.8
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	 	 Plate	88:	Nicolaus	Burtius	Musices	Opusculum,	tractatus	secundus,		 	


























	 	 	 Plate	89:	Milano,	Biblioteca	Ambrosiana,	MS	C	128,	f.	46. 	28
	Photo:	Teviotdale	1988,	10.28
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CE	(Catalog	Entry)	Number		 Object	 	 	 	 	 Page	
(c.	1080	-	c.	1200)	
1	 	 	 	 	 Vat.	lat.	MS	Barb.	lat.	587	 	 	 176	 	 	
2	 	 	 	 	 Master	of	Fenollar	 	 	 	 181	 	 	 	
3 Hamilton	Psalter 192	
4	 	 	 	 	 Anagni	Elders	 	 	 	 207	 	 	
	 	 	 	
(c.	1200	-	c.	1300)	
5	 	 	 	 	 Parma	Baptisterium	 	 	 	 236	 	 	
6	 	 	 	 	 Vatican	lat.	39	MS	 	 	 	 240	 	 	
7	 	 	 	 	 Breslau	Psalter	 	 	 	 247	 	
8		 	 	 	 	 Ferrara	Duomo	 	 	 	 253	 	 		
9	 	 	 	 	 Puy-en-Velay	 	 	 	 	 270	 	 	 	
10	 	 	 	 	 Cimabue	Assisi	 	 	 	 274	 	 	
11	 	 	 	 	 Bible	of	Clement	 	 	 	 280	 	 	
12	 	 	 	 	 Smith-Lesouëf	21	 	 	 	 283	 	 	
13	 	 	 	 	 Escorial	Bible		 	 	 	 287	 	 	
	 	
(c.	1300	-	c.	1400)	
14	 	 	 	 	 Giotto	Scrovegni	 	 	 	 290	 	 	
15	 	 	 	 	 Assisi	Elders	 	 	 	 	 294	 	 	
16	 	 	 	 	 Clement	Bible	 	 	 	 315	 	 	
17	 	 	 	 	 Geneva	Bible	 	 	 	 	 319	 	 	 	
18	 	 	 	 	 Vienna	Bible	1191	 	 	 	 322	 	 	 	
19	 	 	 	 	 Giusto	de’	Menabuoi		 	 	 325	




21	 	 	 	 	 Gentile	da	Fabriano	 	 	 	 339	 	 	 	
22 Lorenzo	di	Niccolò		 	 	 	 344
23	 	 	 	 	 Galatina	 	 	 	 	 348	 	 	 	
24	 	 	 	 	 Luca	della	Robbia	 	 	 	 353	 	 	
25	 	 	 	 	 Rimini	 	 	 	 	 359	 	 	
26	 	 	 	 	 Ortona	 	 	 	 	 373	 	 	 	
27 Padova	choir	stall	LOST	1462	 	 378
28 “E	H”		LOST	1462	 	 	 	 379
29	 	 	 	 	 Tarocchi	 	 	 	 	 381	 	 	
30	 	 	 	 	 Schifanoia	 	 	 	 	 387	 	 	 	
31	 	 	 	 	 Cortona		 	 	 	 	 393	 	 	 	
32	 	 	 	 	 Gubbio	 	 	 	 	 397	 	 	 	
33	 	 	 	 	 Dai	Libri	V-A		 	 	 	 405	 	 	
34	 	 	 	 	 Sforza	Book	of	Hours	 	 	 411	 	 	 	
35	 	 	 	 	 Tolmezzo	 	 	 	 	 415	 	 	
36	 	 	 	 	 S	Maria	in	Organo	intarsia	 	 	 418	
37	 	 	 	 	 S	Maria	in	Organo	fresco	 	 	 426	 	 	
	 	 	 	 	 	 	
(c.	1500	-	c.	1535)	
38	 	 	 	 	 Girolamo	di	Benvenuto	Montalcino	 431	
39	 	 	 	 	 Monte	Oliveto	Stall	18	 	 	 437	 	 	 	
40	 	 	 	 	 Lo	Spagna	 	 	 	 	 446	 	 	
41	 	 	 	 	 Villa	Sormani		 	 	 	 451	 	
42	 	 	 	 	 Luini	Brera	 	 	 	 	 454	 	 	
43	 	 	 	 	 Monte	Oliveto	Stall	10	 	 	 459	 	 	
44	 	 	 	 	 Selva	Convento	Benvenuto										 	 465	
45	 	 	 	 	 Giulio	Campagnola	‘Daphnis’	 	 468	 	
46	 	 	 	 	 L’Aquila	 	 	 	 	 473	
47	 	 	 	 	 S	Maria	in	Organo	carving		 	 	 478	
48	 	 	 	 	 Torrita	di	Siena	1525	 	 	 	 485	
49	 	 	 	 	 Dai	Libri	S	Giorgio	Verona	1526	 	 489	 	
 175
50	 	 	 	 	 Lugano	Luini	1529	 	 	 	 495	
51	 	 	 	 	 Saronno	Ferrari	1535-36	 	 	 498	 	



































































	 	 	 	 Placement	of	Elders	in	Chapel	
	









	 	 	 	 	Left	wall:		Elders	9	-	6	
 185
CE	2	










	 	 	 	 Right	wall:		Elders	3	-	4	(5	-	9	missing). 
 189
CE	2	
	 	 	 	 Right	wall,	Elder	3,	detail. 
 190
CE	2	
	 	 	 	 	 Right	wall,	Elder	4,	detail. 
 191
CE	2	























	 	 	 	 3b:	f.	50r	
	 	 	 	 3c:	f.	55r	
	 	 	 	 3d:	f.	88r	
	 	 	 	 3e:	f.	94v	
	 	 	 	 3f:	f.	125r	
 194
Size:		 	 	 	 3a:			3	cm	
	 	 	 	 3b:			3.8	cm	
	 	 	 	 3c:			2.7	cm	
	 	 	 	 3d:			2	cm	
	 	 	 	 3e:			2.5	cm	






























































































































































































































	 	 	 	 	 Folio	158	
 244
CE	6	
	 	 	 	 	 Folio	158v	
 245
CE	6	 	
	 	 	 	 	 	158v,	detail	left	
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CE	6	 	 	 	 	 	































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































	 	 	 	 Plate	99:	CE	5,	detail	of	frets.	
 544
	 	





































































	 	 	 Plate	101:	CE	25a,	Detail	showing	flat-topped	frets.	
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Solmization	syllable	 	 	 	Fret	number		
Ut			 .	 .	 .	 .	 	(open	string)	
Re	 .	 .	 .	 .	 .	 1	
Mi		 .	 .	 .	 .	 .	 2	
Fa		 .	 .	 .	 .	 .	 3	
Sol		 .	 .	 .	 .	 .	 4	





































































				Berkeley,	Boethius	tuning	 	 	 Berkeley,	altered	Boethius	tuning	































































open	 	 M2	 m3	 	 4th	 	 5th	
g	 	 a	 b		 	 c’	 	 d’	
d	 	 e	 f	 	 g	 	 a	
A	 	 H	 c	 	 d	 	 e	 	 	





open	 	 M2	 m3	 	 4th	 	 5th	
g	 	 a	 b	 	 c’	 	 d’	
c	 	 d	 eb	 	 f	 	 g	
d	 	 e	 f	 	 g	 	 a	






open	 	 M2	 m3	 	 4th	 	 5th	
g	 	 a	 bb	 	 c’	 	 d’	
d	 	 e	 f	 	 g	 	 a	
c	 	 d	 eb	 	 f	 	 g	 	 	







open	 	 m2	 	 m3	 	 4th	 	 5th	
g	 	 g#	 	 b	 	 c’	 	 d’	
d	 	 d#	 	 f	 	 g	 	 a	
A	 	 Bb	 	 c	 	 d	 	 e	 	 	





open	 	 M2	 	 M3	 4th	 	 5th	
g	 	 a	 		 h	 c’	 	 d’	
d	 	 e	 	 f#	 g	 	 a	
A	 	 H	 	 c#	 d	 	 e	 	 	





open	 	 M2	 m3	 	 4th	 	 5th	
d	 	 e	 f	 	 g	 	 a	
c	 	 d	 eb	 	 f	 	 g	
G	 	 A	 B	 	 c	 	 d	





open	 	 M2	 m3	 	 4th	 	 5th	
e	 	 f#	 g	 	 a	 	 h	 	
d	 	 e	 f	 	 g	 	 a	
G	 	 A	 B	 	 c	 	 d	









open	 	 M2	 m3	 	 4th	 	 5th	
e	 	 f#	 g	 	 a	 	 h	
d	 	 e	 f	 	 g	 	 a	 	 	
A	 	 H	 c	 	 d	 	 e	 	 	


































































































































































































































































































































































































































































































































































































































3.	 Possible	influences	for	the	body	shape	of	the	proto-cetra	were		 	 	 	
	 two:	the	late	Byzantine	pandura	and	the	late	Byzantine-Carolingian	lyre,		 	
	 both	instruments	of	Christian	culture.	The	elongated,	spatulate-bodied		 	






















	 of	Italian	provenance. 		Pilgrim	traffic,	particularly	to	Santiago	de		 	 	5
	 Compostella,	facilitated	the	dispersal	of	Latin	fashion	and	culture	to	the	west		









































	 identity,	thanks	to	an	association	with	the	most	successful	Saint	of		 	 	

















	 kithara,	including	the	parts	mentioned	in	literary	works,	from	the	last		 	 	
	 decades	of	the	14th	and	first	decades	of	the	15th	century.		
12.	 The	Franciscan	cetra	had	existed	concurrently	with	the	citole,	thus	the	citole			
	 was	not	the	predecessor	of	the	cetra. 	Later,	on	selected	examples	from	c.		 	8
	 1470/1480-c.	1520,	a	manifestation	of	two	ornamental	features,	the	neck	
	 “hook”	and	a	tapering	resonator	depth,	recalled	the	Antique	kithara	and/or		 	
	 the	citole	of	the	Chivalric	past. 	The	latter	association	might	be	seen	in	the		 	9
	 name	form	given	uniquely	by	Tinctoris	c.	1480,	cetula	(mixing	“cetra”	with	the	
	 Spanish	“cítola”)	and	later,	Galilei’s	remark	in	1581	that	“the	English	were	the		 	
	 first	to	use	the	cetra”. 	These	are	hints	that	seem	consistent	with	the	Italian		 	10
	 fascination	with	epic	tales	from	Carolingian/Arthurian	literature	during	the		 	



























	 and	on	the	practical	side,	by	substantial	technical	progress	in	the		 	 	
















































	 popular	songs	and	dances). 	Images	from	the	15th	and	first	quarter	of	the		 	15





























19.	 The	tuning	of	the	four-string	Humanist	cetra	could	not	avoid	being		 	 	































































































































































































































































































































































































































	 	 	 	 	 	 	
 654
	









































(Six	course):	 	 	 F	/	C	/	G	/	A	/	d	/	g	 	 	
(Five	course):		 	 F	/	G	/	A	/	d	/	g	





















































































































































































































































































	 	 	 Frets:	Chromatic,	Flat-topped,	equal	temperament.	
 688




	 	 	 Frets:	Diatonic,	saw-toothed,	equal	temperament.	
 690




































































































































































































































































Example	 	 	 	 Source		 	 	 	 	 page	
1	 	 	 	 	 Madrid	Apollo	 	 	 	 706	 	
2	 	 	 	 	 Montfaucon	Muse	 	 	 	 708	 	 	
3	 	 	 	 	 Zwiefalten	Passionale	 	 	 710	 	 	 	
4	 	 	 	 	 MS	lat.	2508	 	 	 	 	 712	 	 	
5	 	 	 	 	 Mantova	Psalter	 	 	 	 713	 	 	
6	 	 	 	 	 Cappella	Palatina	 	 	 	 714	 	 	
7	 	 	 	 	 Rylands	Beatus	 	 	 	 716	 	 	
8		 	 	 	 	 Nepi	Peacocks	 	 	 	 719	 	 	 	
9	 	 	 	 	 Morgan	Beatus	 	 	 	 721	 	 	 	
10	 	 	 	 	 Fendulus	 	 	 	 	 723	 	
11	 	 	 	 	 Morgan	David	 	 	 	 726	 	 	
12	 	 	 	 	 Hamilton	Bible	 	 	 	 729	 	 	
13	 	 	 	 	 Mantova	S	Francesco	 	 	 730	 	 	
14	 	 	 	 	 Paris	chitara	 	 	 	 	 731	 	
15	 	 	 	 	 Berkeley	Treatise	 	 	 	 732	 	 	
16	 	 	 	 	 Magister	Theodoricus	 	 	 733	 	 	
17	 	 	 	 	 Met	Museum		 	 	 	 734	 	 	 	
18	 	 	 	 	 Salone	della	Ragione		 	 	 736	 	
19	 	 	 	 	 Riccardiana	Virgil	 	 	 	 738	 	 	 	
20	 	 	 	 	 Violeta	Caterina	 	 	 	 740	
21	 	 	 	 	 Mantova	Mantegna	 	 	 	 742	 	
22	 	 	 	 	 Raphael	drawing	 	 	 	 744	
23	 	 	 	 	 Hypnerotomachia	 	 	 	 746	
 706
24	 	 	 	 	 Mantegna	bowed	cetra	 	 	 748	
25	 	 	 	 	 Castelfranco	 	 	 	 	 749	
26	 	 	 	 	 Francesco	Francia	 	 	 	 750	
27	 	 	 	 	 Nardo	di	Cione	 	 	 	 753	
28	 	 	 	 	 Cleveland	tazza	 	 	 	 756	
29	 	 	 	 	 CE	40	copy	(?)	 	 	 	 759	
30	 	 	 	 	 Louvre	David		 	 	 	 760	
31	 	 	 	 	 Brescia	fresco		 	 	 	 762	





































































































































































































































































































































































































































































































XIII-1	 	 	 	 	 	 	 	 	 	 (Biblical)	





























(“King Poro, who was fighting with Alexander, cut the strings of a cetra player’s 
cetra, saying: It is better to do this than to leave the right path: because of the 
sweetness of sounds you lose virtue”)
Edition:	see	XIII-3.	
XIII-5		 	 	 	 	 	 	 	 	 (Figurative)	
	 Il	Tesoro	di	Brunetto	Latini	volgarizzato	da	Bono	Giamboni	L.	VI,	cap.	4,	vol.		 	
	 3,	pag.	21.8		(Anonymous,	Florence,	13th	c.):			














































XIV-1	 	 	 	 	 	 	 	 	 	 (Legal)	
	 Not.	Marsilio	Roverini	di	Padova		(Marsilio	Roverini	di	Padova,	Padova,	1372):	
 “I maestri, abitanti a Padova, Francesco del q. Vanezio e Giovanni Razio   
 del q. Simeone fanno fra loro società per insegnar a suonare i liuti e le   
 cetre…” 
 774
 (“The masters, living in Padua, Francesco di Vannozzo and Giovanni Razio 
 di Simeone make an association to teach and play lute and cetra…”)  1
 Edition: Sartori 1977, p. 182. 
  
XIV-2		 	 	 	 	 	 	 	 	 (Performative)	







































XIV-5		 	 	 	 	 	 	 	 	 (Figurative)	
	 Convivio	I,	cap.	9,	38.3	(Dante	Alighieri,	Florence,	1304-1307):	




















































XIV-12	 	 	 	 	 	 	 	 	 (Biblical)	




































XIV-17	 	 	 	 	 	 	 	 (Classical)	















































XIV-23	 	 	 	 	 	 	 	 	 (Classical)	
















XIV-25	 	 	 	 	 	 	 	 	 (Figurative)	






























	 against	what	you	sound…”) 		(Ed:	The	possible	context	may	be	a	courtly	love		 	2
	 complaint?).	
	 Edition:	Mancini	1996-97.	




















XV-2	 	 	 	 	 	 	 	 	 (Performative)	 	 	
	 Novella	di	Scopone	(Gentile	Sermini,	Siena,	c.	1424):	
	 “che	con	un	liuto	e	una	fina	cetera	al	collo	al	famiglio”	











	 se	l’havesse	havuto	a	fare	tale	acto,	forse	non	ne	saria	uscito	con	tanta		 	 	



























	 tied	by	his	hands	to	a	tree;	at	his	feet	was	a	boy,	in	pious	attitude,	who		 	 	
	 kneeled	before	a	young	man	with	a	document	in	his	right	hand	and	in	his	left	















XV-7	 	 	 	 	 	 	 	 	 (Performative)	















	 “cetera,	liuto,	la	chiarina,	il	monochordo,	la	sampogna,i	timpani,	la		 	 	
	 tromba”		
	 (“cetra,	lute,	straight	trumpet,	monochord,	bagpipe,	timpani,		 	 	 	
	 slide	trumpet”)	
	 Commentary:	Gonzati	1852-1853,	p.	71.;	Beck	2001.	
XV-9	 	 	 	 	 	 	 	 	 (Figurative)	
	 Stanze	I,	XLVI	[Stanza	Cominciate	per	la	Giostra	del	Magnifico	Giuliano	de’		 	















	 species	ex	ea	producta,	utpote	(iuxta	linguam	vulgarem)		 	 	 	 	
	 viola,	rebecum,	ghiterra,	cetula,	et	tambura;	a	quibus	omnia	hec		 	 	
	 inventa;	quot	chordas	et	qualiter	ordinatas	primum	habuerint	et	nunc		 	 	
	 habeant.”	
	 (“What	the	lyra	popularly	called	the	lute	is,	likewise	all	the	kinds	of		 	 	
	 instrument	derived	from	it,	such	as	-	in	the	vulgar	tongue	-	the	viola,	the		 	
	 rebec,	the	gittern,	the	cetra,	and	the	tambura;	by	whom	all	these	were		 	 	
	 invented;	what	strings	and	how	arranged	they	had	at	first	and	have	now.”) 	4




	 elevationes	ligneas	quas	populariter	tastas	appellant	in	collo		 	 	 	

















XV-11	 	 	 	 	 	 	 	 	 	 (Performative)	









































	 sweet	dancing	to	the	sound	of	the	cetra	/	and	like	two	doves	they	were		 	 	
	 sometimes	kissing	each	other”) 	5


















	 Edition:	<http://www.gutenberg.org/files/3747/3747-h/3747-h.htm>		 	 	
	 (accessed	23.12.2017).	





















	 loro	per	una	sola	da	noi	vien	tolta:	perche	l'una	in	ottava	con	la	sua		 	 	
	 compagna:	&	l'altra	in	unisono	si	concordino.	Per	tanto	in	quella	chordata	cui	
	 si	da	l'ottava,	in	acuto:	segnata	A,	per	esser	la	piu	bassa	di	suono:	havemo		 	
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